Submission for
family to preserve Pärt's archive and make it available for future study by academics and other musicians. On-site research and creative work, music master-classes, thematic lecture series and seminars related to Pärt's music are to be held there.
Official receptions and art exhibitions are also included among the possible future uses.
The proposed site is on a peninsula covered by a pine forest, 35 kilometres away from Seventy-one entries were received initially. Twenty of these were shortlisted for the second stage, of which seventeen were re-submitted. The criteria for the second stage stressed the symbolic value of the building, which was to be "iconic in a humble way,"
and its interrelation to the surrounding forest environment; they also emphasized the importance of the practical effectiveness and flexibility of the room layout, with special focus on the auditorium. ii
Of the seventeen short-listed entries, twelve appeared to address the question "how can we design a place in which silence plays a key role?" iii In his music, Pärt celebrates silence, which he associates with stillness, conveyed through the careful combination of triadic arpeggios with melodic lines. This paper is concerned to understand how the design proposals interpreted his musical ideas to imagine potential architectural experience of silence and stillness. In the other five entries silence/stillness was not included in the intentions of the project. iv
The paper focuses in particular on three entries which are divided into two categories deemed characteristic of the entries as a whole. One category is that of proposals based on a mathematical, algorithmic, transposition of Pärt's compositions. In them, musical structure is imagined as the geometrical structure of built form. These proposals often employed computational design methods -a mainly morphological translation of the structural characteristics of Part's music -and reflect to a great extent current trends in architectural design. The entries in this category tend towards an architecture of spectacle, in which the buildings proposed are treated as objects, not as embodiments of symbols or sites of experience. The second category is of proposals which sought to translate Pärt's music taking into consideration both its mathematical structure and its embodied qualities and spiritual metaphors. In these, musical effect is imagined as architectural effect. The winning scheme by Nieto and Sobejano is an example of the first category. The proposals of AZPML and Allied Works fall into the second.
Analysing the translation process between architectural representation and the building itself, Robin Evans underlines the significance of the drawing as an agent of diverse meanings -it carries ideas and relevant context: social, cultural, artistic and architectural. For Evans, the drawing is something more than a mere visual prefiguration of a building. It is an active projection towards the building, unfolding the dynamics of "the relation between ideas and things" that is "mutable and inconstant ". v What this paper emphasises is an earlier translation, in which Pärt's musical ideas are transposed into the proposals of both the categories identified above, through a combination of drawings, renders and physical models. This translation is conveyed through the drawing, as it moves from the architect's imagination to the imagination of the observer. The competition opens, therefore, a "locus of conjecture" vi in which an entry suggests a translation the result of which might be an idea or an image rather than an actual building. Through a drawing, a model or other representational medium the competition entry opens a space for imagination to be expressed.
Design Transpositions
The winning project by Nieto and Sobejano, entitled Tabula A characteristic example of the second category, recognizing the metaphysical qualities of Pärt's stillness, the AZPML entry seeks to "transcend the sensorial perception and its phenomenological experience and project it towards a trans-subjective, essential state, akin to the circularity of Pärt's work". xi Ambitiously, AZPML's aim involved the translation of a spatio-temporal circular experience, in which sound and light reverberate. Paying attention to the specificities of Pärt's music, they suggested a complex that is based on "the varied repetition of a unit that has been distilled from the traditional Estonian farm"
and is modified each time to meet the acoustic and lighting requirements of its role
[ Figure 3 ]. AZPML produced a "system" that allows for further growth and adaptation to changing environments.
The spaces are organised around a central foyer with a roughly cruciform plan that allows for all the public requirements and connects the four wings: office and archive Although based on geometry, the repetition of the same unit in this case is not dominated by its logical, formal, potentialities, allowing other ideas and spatio-temporal qualities to enter the design process. One might compare it favourably to the dogmatic emphasis on geometry in entries such as that of Nieto and Sobejano, or the proposal of Schneider and Schumacher that suggested a re-interpretation of Pärt's hallmark, a repetitive musical triad, through the repetition of a triangle.
Another example of the second category, in which musical effect in is imagined as architectural effect, is the second prize project by Allied Works Architecture. Entitled
Between Stone and Sky, it is based on the idea of the building as a zone between the earth and the heavens. Organized by four sheltered courts, the building comprises an entry foyer, an auditorium, a library and archive, providing spaces for gathering and performance as well as for intimate reflection and study [ Figure 5 ]. In both of the categories a geometrical translation of Pärt's music or a quite formalistic approach to architecture was deployed underlining the structure of his technique that is based on a relatively austere mathematical model deeply influenced by his desire to express his religious intuitions. In the entries examined here, the architects argue either directly or indirectly about the importance of silence and stillness in their proposals. But why did the entries for a building for the archive of a musician enter into a process of working with these ideas? To answer this question one should first touch upon Arvo Pärt's work, the translation of which was so important to the design process.
Arvo Pärt
Arvo Pärt is one of a number of composers, including John Cage, Philip Glass and John What Pärt finds in the ringing of this "little sounding bell" is a "unified, pure sound that can permeate both the ear and external space," preserving its natural tonality. xxi It is a single tonality that echoes the static qualities of monophonic chant and can convey the spiritual ideas that he seeks to communicate. In contrast to a literal transfer of the sound of ringing bells, Pärt translates this natural acoustic purity through his triads, "the merging of three single notes to one 'pure' harmony that is perceived as a unit and is self-contained". xxii Repetition is significant in this process, performed not as a mere reproduction of the same elements, but as a deeply thought and systematically Hesychast tradition has impregnated Pärt's work. In one of his discussions with Hillier, Pärt underlined that while the M-voice symbolizes "the subjective world, the daily egoistic life of sin and suffering", the T-voice is a metaphor for "the objective realm of
[prayerful] forgiveness." Both are dynamically interrelated, echoing the undeniable interconnection between body and spirit, earth and heaven, a "twofold single entity,"
described by Nora Pärt (the composer's wife) as: 1+1=1. xxix These religious associations inflect the spatio-temporal situations that are unfolded in the performance of and the listening to his compositions: stasis, rhythm, circularity, order, polarity and union, to mention only a few. Pärt's musical compositions can be seen as aural maps of these events that can greatly inform architecture. This potential is manifested in a number of the entries submitted for the architectural competition for the centre commemorating the composer.
Silence / Stillness, Architectural Experience
Distinct from the absence of sound, silence, therefore, is a material condition incorporated in the experience of both architecture and natural landscape. Bouteneff, "the spiritual is experienced in a physical body and it is experienced through sound in physical space", leading to a special "visceral experience." The individual is immersed in the music's "space within," to use Steven Holl's words, interacting with the specificities of each composition, and feeling the pulse of the performed stillness. xli
Besides its atmospheric materiality, music shares with architecture a tectonic materiality that also allows the creative interpenetration of sound and space. Steven Holl emphasized the importance of mathematics in bridging music and architecture, an idea that has been explored since antiquity. xlii As well as the algorithmic bridging of music and architecture, Holl's work highlights the importance of the experience of the bodysubject in architecture, in which both concrete and aural elements play a significant role. xliii Pallasmaa, in his explorations on silence, distinguishes between two kinds of contemporary architectural responses to it: "the architecture of form" and the "architecture of essence", arguing that the poetic dynamic of the latter "emancipates our senses and awakens an attending receptiveness and quietude". xliv And while the competition entries for the Arvo Pärt Centre of both of the categories identified communicate elements of an "architecture of form," it is only in the category in which musical effect is imagined as architectural effect that we also find qualities of an "architecture of essence."
The specific reasons why the architects responsible for each of the entries examined chose to work with qualities of the composer's music is hard to pin down, either from the material submitted or from the interviews conducted for the purpose of this research.
What is clear is that the projects in the second category did not only take into consideration issues of tectonic materiality and technical details of acoustics, they also involved the interpretation of the meaning embodied in Pärt's work in order to suggest spaces that breathe atmospheric conditions of silence and stillness -in order to explore the mood of a place, as an integral part of the design process. All this must be communicated through texts and drawings created to be read both by the jury and a wider audience. An interesting analogy can be made here with the way composers have sought to transpose silence and/or stillness through experimentation with notational systems. Pärt does not enter into such a process, using conventional musical If we return to Böhme's distinction between "listening as such" and "listening to," it is as though projects like those of Nieto and Sobejano put more emphasis on the transposition of ideas connected to 'listening to', less on the way in which we become open to it through 'listening as such.' Whereas "listening to" can be specified, prefigured, and even to some extent measured (because it is connected to a specific acoustic event), "listening as such" relates to a more complex multi-layered process, the experiential spatiality of which is impregnated with qualities that are both tangible and intangible, visible and invisible, mental and concrete, spiritual and profane.
Because of this, proposals of the category in which musical effect is imagined as architectural effect tend to be driven by Arvo Pärt's tintinnabuli, basing their concept on the repetition of a simple unit that is changed depending on the requirements of the programme and/or the relation of the building with the environment. The repetition of the same unit as expressed in these cases suggests a morphological stillness that is not masked by the dominance of geometry, allowing experiential qualities to enter the design process. In AZPML's project, the arrangement of the courtyards does not rigidly follow the geometry of their chosen unit, the abstracted Estonian farm (which itself is not a fixed form -each repetition is a different interpretation Emphasizing the proposed building as an iconic vision, enhanced by computational and rendering graphics, the "tonality" of these entries plays over any eventual and poetic qualities they could have suggested.
Allied Works' concern with the materiality of their proposed building suggests an approach similar to that of AZPML. Besides the reverberating aural qualities of its acoustics, stone architecture suggests spaces of special character whose qualities of sound often contribute to the creation of an otherworldly atmosphere, familiar in churches and cathedrals. Silence is usually an integral component of these places, 
Conclusions
This examination of silence/stillness in Arvo Pärt's work, as translated in these design proposals, underlines its importance in the experience of architecture and the natural environment, and explores different potentials of its performative and design expression. The categorization of the design proposals transposing Pärt's music elucidates both the tectonic materiality that his music shares with these projects and a more complex design interpretation involving a thoughtful consideration of the embodied as well as the immaterial, spiritual, and imaginative qualities of the musical compositions. The paper highlights the value of an event-focused approach to music in the design interpretation of silence and stillness. Taking this into account, the entries of the category in which musical effect is imagined as architectural effect communicated the spirituality of Pärt's work in a more holistic way than did those of the other group; they opened up the possibility of a balanced position between spectacle and event. The "tonality" of the suggested buildings allowed for a more attuned unfolding of the
